This article discusses the complex relationship between multilingualism, translation and character portrayal in television series. In recent decades, cinema and TV have begun to include linguistic diversity in their productions in an attempt to pursue realism and to represent multilingual realities. TV series, which have become very popular with American and European audiences, increasingly display characters who speak more than one language or who use mixed language variants. Focusing on the TV series Jane the Virgin, this article explores the different forms and functions of multilingualism in the original version and analyses the translation strategies adopted in the Italian dubbed version, in order to verify whether multilingual discourse practices are maintained, adapted or neutralised and to consider the effects of such strategies on character portrayal.
Multilingualism on screen
This article investigates the main issues involved in the process of translating multilingual TV series characterised by linguistic diversity, focusing on the complex relationship between multilingualism, translation and characterisation. In order to explore how multilingual TV series travel cross-culturally through audiovisual translation (AVT), the paper focuses on the Italian dubbing of a recent multilingual TV series, Jane the Virgin (CBS 2014-). By analysing the original dialogues and their Italian dubbed version, translation strategies are investigated for those aspects concerning the multilingual phenomena that mark the characters' speech and shape their identity in sociocultural contexts. The descriptive analysis concentrates on the source text and on the target text -the Italian dubbed version -in order to observe the main issues in terms of linguistic diversity and transcultural transmission. Given the close relationship between linguistic and cultural issues in immigrant situations, the TV series Jane The Virgin seems particularly appropriate for a study of multilingualism, since it tells the story of a Hispanic immigrant family in the United States and portrays the lives of first-, second-and third-generation immigrants, who manifest their sociocultural identities through language among other means.
The growing presence of multilingualism in recent and contemporary American, British and European films is acknowledged by scholars in the field of Film Studies as well as AVT Studies. Indeed, in the last decades, films have increasingly included linguistic diversity, showing characters who speak languages "in the way they would be used in reality" (Wahl 2005) . Kozloff (2000: 80) claims that films "display the pressure of polyglossia, of national languages jostling up against each other"; Bleichenbacher (2008: 21) considers films "as the most apt medium to represent the richness and complexity of real-life multilingual realities" and O' Sullivan (2011: 18) highlights the fact that multilingualism has become a vehicle for narration and characterisation. The increasing presence of multilingualism in films thus shows that the myth of a universal language is no longer pursued in cinema (Díaz-Cintas 2011) . Indeed, most scholars agree that multilingual films aim at a more realistic rendering of the world' s linguistic diversity, evolutions and mixes, thus moving away from the homogenised language use that was often associated with the language of cinema, particularly in Hollywood mainstream productions (Dwyer 2005; Parini 2015) . This recent trend can be considered a sort of "multilingual turn" (Meylaerts 2006: 2) , a "multilingual commitment" (O'Sullivan 2007: 84) which has the potential to promote the development of a "multilingual imagination" in the audience (O'Sullivan 2007: 81) .
A growing number of theorists and scholars have proposed a definition of multilingualism that covers not only interlingual variants (i.e. official languages) but also intralingual ones, such as dialects, sociolects, different varieties of a language, foreign accents and even invented languages (Delabastita 2002 (Delabastita , 2009 Corrius & Zabalbeascoa 2011; Heiss 2004; Voellmer & Zabalbeascoa 2014) . This broader definition of fictional multilingualism, adopted in this study too, is reminiscent of Grutman' s description (1996: 18) of heterolingualism as the coexistence in a text of foreign languages as well as social, regional or historical variations within the same language. Indeed, multilingualism on screen is a response to the global changes caused by phenomena such as mass immigration (Baldo 2009 (Baldo , 2010 ) and a result of directors and scriptwriters who wish to represent the linguistic diversity typical of contemporary society (Beseghi 2017; Bruti & Di Giovanni 2012) . The use of different languages or language varieties is also part of a new trend in filmmaking, reflecting an interest in representing the conditions of migrants and diasporic existence (Beseghi 2017; de Higes-Andino 2014; de Higes Andino et al. 2013; Wahl 2005) . Since the way characters speak always reveals aspects of their personality, multilingualism is a fundamental aspect of character portrayal (i.e. the way characters are created and presented on screen), as underlined by Bleichenbacher (2008: 30) and Kozloff (2000: 43) . In multilingual films, language may reveal attitudes towards identity, culture, ethnicity, age and gender, thus becoming the space of intercultural experience.
Although realism is found in multilingual films that aim at depicting language contact as closely as possible to real-life situations, multilingualism may also perform other functions. According to Bleichenbacher (2008: 26) , multilingualism is associated with social criticism when language use is invested with ideological meanings, especially in films focusing on a clash or encounter between different cultures, where multilingualism becomes a strategy to represent linguistic and cultural diversity. As noted by de Higes Andino (2014) and Monti (2014) , this is often the case in Ken Loach' s social realist films. Furthermore, multilingual discourse is frequently associated with humour and is usually found in comedies where misunderstandings caused by the use of different languages produce comic effects (De Bonis 2014; 2015).
Multilingualism in TV series
Although most AVT scholars have focused on the translation of multilingual films, on-screen multilingualism has become a widespread representational strategy in other audiovisual products such as TV series, nowadays a very popular genre thanks to dissemination on digital streaming platforms and DVD (Scaglioni 2006) . In recent years, American TV series in particular have become extremely popular, and have garnered considerable critical attention from scholars of the audiovisual media, who have emphasised the significance of their narrative forms, their complex production and audience responses (Innocenti & Pescatore 2014: 1) .
In the past decade, an increasing number of American and British television series have displayed a range of different languages and language uses. Lost (ABC 2004 (ABC -2010 , one of the most popular TV series of all times, is a clear example of this recent phenomenon. Although the main language spoken in the original version of the show is English, different variants of this language, as well as entirely different languages, are used (i.e. Arabic, Chinese, French, German, Greek, Japanese, Korean, Italian, Latin, Portuguese, Russian, Spanish, Turkish), often accompanied by English subtitles. The science fiction TV drama Heroes (NBC 2006 (NBC -2010 offers another significant instance of multilingualism and multilingual characters: besides English, other languages spoken are Arabic, French, German, Hebrew, Hindi, Japanese, Spanish, Russian, and Urdu, and there is Sign Language as well. The growing number of contemporary TV series where different languages are spoken appears to indicate that multilingualism is not related to a specific genre, channel or platform (TV or web). On the contrary, it is displayed in a wide range of shows, from fantasy drama (Game of Thrones, HBO 2011-), action and science fiction drama (Orphan Black, Space 2013 -2017 Outlander, Starz 2014-) , mystery drama (Devious Maids, ABC 2013 -2016 , crime drama (Prison Break, 20th Century Fox 2005-; Breaking Bad, AMC 2008 -2013 Narcos, Netflix 2015-) , crime mystery drama (The Missing, BBC 2014-; Hinterland, BBC 2013-) to comedy drama (Orange is the New Black, Netflix 2013-; Jane the Virgin, CBS 2014-) and comedy (Fresh Off the Boat, ABC 2015-).
While most American TV series feature English as the main language alternating with one or more secondary language(s), there are also cases where different languages coexist without any actually prevailing. Narcos, for instance, can be considered truly bilingual, since English and Spanish are spoken to the same degree and neither of them seem to prevail. The decision to use a mixture of English and Spanish to tell the true story of the drug-trafficker Pablo Escobar was probably aimed at enhancing the authenticity of the show as well as attracting Spanish-speaking viewers. This may also explain the presence of Spanish in several American TV series (e.g. Breaking Bad, Devious Maids, Jane the Virgin, Prison Break).
Translating multilingualism: challenges and issues
The translation of multilingual audiovisual texts (films and TV series) poses a number of challenges and invites us to reconsider traditional dichotomies between source and target text, source and target language, dubbing and subtitling (Beseghi 2017) . When a multilingual audiovisual text is translated for a different audience in another country, there is no single source language to be translated into a single target language. In order to deal with multilingual audiovisual texts and their translation, Corrius & Zabalbeascoa (2011: 113) proposed the notion of a third language (L3) to refer to any other language(s) in the source text (L3ST) -where it coexists with the main source language (L1) -and in the target text (L3TT), where it coexists with the main target language (L2). The translation of multilingual films or TV series first of all involves the acknowledgment of the presence of L3. Corrius & Zabalbeascoa (2011: 126) outline a range of possible operations acting on L1 and L3ST segments -deletion, repetition or substitution -which have different results in the translated text, including standardisation, change of function or connotation and L3 invisibility.
When a film is translated for the target country, a modality is chosen: the film for example can be dubbed or subtitled. Although Italy is traditionally a dubbing country (Parini 2009; Ranzato 2015) , with the advent of the DVD, pay-per-view channels and digital/streaming platforms (e.g. Netflix) the audience can now choose not only what to watch and when, but also in which language, selecting their preferred AVT modality. In the case of multilingual films, even when dubbing is used as the main modality, lines in L3 may be left in the original version and subtitles may be used to translate such scenes. Possible strategies to deal with multilingualism are maintaining the original soundtrack and the presence, or absence, of subtitles. What is significant is not so much the modality used for the whole audiovisual text as the strategy chosen to deal with specific multilingual scenes. Indeed, one of the most important choices to be made when selecting a translation strategy, as de Higes Andino points out (2014: 222), is whether to mark multilingualism or not, in other words, whether to retain or erase the multilingual connotations of the original version. If the translator decides to mark multilingualism in the TT and L3 is present in the dubbed version, L3TT may be the same as, or different from, L3ST. Where it is the same, the original soundtrack is retained. When the dubbed version is characterised by the presence of L3, L3TT can either be translated -through part-subtitles 1 or diegetic interpreting 2 -or not translated at all. This strategy seems to be common when no subtitles are provided in the original version either (Bartoll 2006) or when the function of L3 in the ST is not essential for the comprehension of the scene.
Jane the Virgin: translating a multilingual TV series
This study illustrates the presence of L3 in the original and dubbed version of Jane the Virgin and analyses the different ways in which multilingualism is represented and how it contributes to constructing the characters' identity and connoting them socio-culturally. Jane the Virgin (JTV), an American comedy drama adapted from a Venezuelan telenovela, Juana la Virgen (RCTV 2002) , was chosen for this investigation since it can be considered a multilingual TV series where language use and character portrayal are closely connected. The first two seasons of the show were taken into consideration for the descriptive analysis, for a total of forty-four episodes, all available on Netflix. 3 The first phase of the analysis was aimed at identifying the segments of L3 in the original version, while the second phase focused on the translation strategies used to deal with multilingualism in the dubbed version. JTV was first broadcast by The CW Channel in October 2014. The first season was released in Italy in December 2015 on the streaming service Netflix, where viewers can select the AVT modality (dubbing or subtitling), and later aired on the state-owned channel Rai3, solely in the dubbed version. The second season was released on Netflix a year later.
The overall objective of the investigation is to answer the following questions: 1) Which translation strategies do translators use to deal with L3 segments in the dubbed version? 2) How does multilingualism contribute to character portrayal in the original and Italian dubbed versions? JTV revolves around the lives of a family of three different generations of Hispanic-American women: Jane Gloriana Villanueva, an ambitious twenty-three-year-old girl played by Gina Rodriguez, her mother Xiomara, a thirty-nine-year-old aspiring pop-star, and her grandmother Alba, who is very religious and old-fashioned. JTV has received much critical acclaim, both for the significance of its universal themes, such as immigration, citizenship, deportation, abortion, and for the protagonist' s performance 4 . By subverting what is typically expected of the telenovela format, JTV combines melodramatic elements with surrealism and explores the nature of storytelling itself, since the protagonist is an aspiring novelist who engages with different genres. JTV is in fact divided into chapters, rather than episodes, thus recreating on screen the structure of a novel. Its narrative complexity is also realised through language, from the frequent use of on-screen text to the alternation of different languages. The show portrays multi-dimensional, complex characters who are not stereotypical or standardised representations of Latinos in America (e.g. Hispanic housemaids). Gina Rodriguez, herself a second-generation Puerto Rican immigrant raised in Chicago, described JTV as the "most authentic, genuine representation" of a Hispanic family she had ever seen on TV: "For once, I was reading a script where they weren't talking about my ethnicity. They weren't putting a Puerto Rican flag on my shoulder. They weren't putting a taco in my hand." 5 The series tells the story of Jane, who wants to remain a virgin until marriage, but finds herself artificially inseminated, by mistake, with her boss' s child. Jane lives in Miami with her mother Xiomara, who is following her dream of becoming a famous singer, and her grandmother Alba, now a widow, who emigrated with her husband from Venezuela to the United States. JTV showcases a realistic portrayal of a matriarchal, multi-cultural and multi-generational household where more than one language is spoken (i.e. English and Spanish). Furthermore, it capitalises on questions of cultural and linguistic identity in the multi-ethnic city of Miami: Alba is a first-generation Hispanic immigrant who speaks Spanish most of the time and is devoted to religion and Latino cultural values. Xiomara and Jane are respectively second-and third-generation immigrants who mostly speak English but occasionally use code-switching and code-mixing with Spanish.
Gina Rodriguez in fact won the award for Best Actress in a Television Series, Musical or
Comedy at the 72 nd Golden Globe Awards in 2016. 5. Itkzoff, D. "Jane the Virgin Aims Beyond Its Latin Ethnicity" The New York Times (19 September 2014). Online version: <https://www.nytimes.com/2014/09/21/arts/television/ jane-the-virgin-aims-beyond-its-latin-ethnicity.html>
The show contains a significant amount of dialogue in Spanish, which is often subtitled in English, sometimes interpreted diegetically by bilingual characters or translated by the narrator via voiceover, but in some instances is left untranslated. Although JTV portrays a Spanglish household, and shows code-switching and code-mixing in the characters' daily lives, Spanish is not the only L3. There are also entire dialogues, isolated sentences and words in Czech, German, French and Italian.
The Italian dubbed version is characterised by the presence of L3: lines in L1 (English) are dubbed into L2 (Italian), while L3 exchanges are kept in the original version (L3ST = L3TT). However, it should be noted that only the first season provides part-subtitles in Italian for the exchanges in L3TT, while the second season does not seem to follow a coherent strategy, since part-subtitles are available only for certain episodes 6 . As a consequence, viewers who do not understand L3 may need to activate subtitles which will unavoidably appear for all the spoken lines (L2 and L3).
The following sections illustrate the ways in which L3 is manifested in the original and dubbed versions of the show, through a selection of examples from the first two seasons, focusing on the translation solutions and their impact on character portrayal.
Code-switching and code-mixing in the original and Italian dubbed version of Jane the Virgin
JTV portrays a multilingual family where each character builds his or her own linguistic identity and where multilingualism characterises the interactions between family members. When a multilingual community is represented on screen, code-switching and code-mixing are two fundamental discourse strategies used to express a character' s affiliation to a specific culture, where the choice of code can be socio-culturally or emotionally symbolic (Beseghi 2011; Monti 2014; 2016) . Code-switching indicates the switch from one language to another either across turns (turn-specific code-switching) or between sentences (intersentential code-switching, Myers-Scotton 1997). Code-mixing, or intrasentential code-switching, indicates switches occurring within the same sentence or clause (ibid.). In terms of functions, code-switching can be situational, in which case the switch is determined by a specific social or cultural situation, and the language used changes accordingly (Wardhaugh 2002: 103) . 6 . The Italian version of the second season, available on Netflix, inexplicably presents an incongruity, since part-subtitles are present only in Episodes 1, 6, 9, 10, 11, 15, 16, 18, 20 and 21, and are absent in all the other episodes.
Otherwise, code-switching can be metaphorical, in which case the switch has an "affective dimension" (ibid.): the language used draws attention to itself and communicates metaphorical information beyond denotative meaning (Gumperz 1982: 61) . First-generation immigrants frequently switch from the majority language, or "they-code", to the minority language, or "we-code" (ibid.: 95), as a means to express sociocultural values and a sense of belonging to a social or ethnic group. Second-generation immigrants, on the other hand, tend to choose the majority language to communicate. This multilingual phenomenon is represented on screen in JTV: Alba, a first-generation immigrant, has remained closely tied to her Latino origins. From a linguistic point of view, although she has been living in the United States for over forty years, she prefers to use the Spanish language, the we-code, in almost all her interactions, thus expressing her attachment to her cultural heritage. By avoiding English, the they-code, Alba tries to resist the linguistic and cultural pressure of the host society in order to maintain her identity, especially, but not exclusively, in the family domain. On the other hand, Jane and Xiomara, who understand Spanish perfectly, always communicate in English. Spanish-English code-switching permeates most of the conversations between the members of the Villanueva family. Code-switching in most cases is turn-specific, since each character uses a different language in the exchange. Example 1 7 shows one of the many multilingual conversations between Alba, Jane and Xiomara, in which Alba addresses her granddaughter and daughter in Spanish (L3ST) and they answer her in English (L1). In the original version, the meaning of L3 lines is conveyed through part-subtitles in English. The same strategy is used in the Italian dubbed version, where Alba' s original voice is left unchanged and subtitles in L2 are added. There are only two occasions when Alba speaks English in the first two seasons. One is when she decides to apply for her Green Card and become a U.S. citizen, after living in the country illegally for over forty years. When she goes to meet her immigration lawyer, she introduces herself in English, therefore expressing her wish to be part of American society (Example 2). While in the original version, Alba speaks English correctly, but with a Spanish accent, in the dubbed version she speaks Italian more hesitatingly and with a more marked Spanish accent. Furthermore, she uses code-mixing, inserting a Spanish preposition (de) in her utterance. In this case, it seems that dubbing professionals opted for a strategy of hypercharacterisation, by which the speech of a character is more marked phonologically, morpho-syntactically or lexically (Parini 2009: 161) .
Alba' s speech in Italian is more marked from a phonological point of view and presents non-standard morpho-syntactic features deriving from the influence of Spanish (i.e. code-mixing). This results in a possible misrepresentation of the character' s identity: Alba' s insecurity in Italian may indicate that her choice to always speak Spanish is dictated by purely linguistic reasons -her poor knowledge of the they-code -rather than sociocultural ones. The other occasion when Alba speaks English is with her friend Edward: their dialogues are an example of non-reciprocal language use, since Alba speaks Spanish and Edward speaks English. Alba utters a line in L1 only once, when she explains to him that they cannot be more than friends ("If this did not happen I would not have my new friend", Chapter 20, Season 1, Episode 20) . The use of code-switching is clearly symbolic in this case, since Alba is expressing her feelings and does not want to hurt Edward, who is in love with her, so she uses the English language to bridge the gap between them. The Italian dubbed version substitutes L1 with L2 and overemphasises her Spanish accent in Italian. Another situation in which Alba uses English is when she sings. These scenes are not real but imagined by Jane, who often daydreams and sees members of her family in sorts of "musical hallucinations". Somewhat surprisingly, the Italian dubbed version leaves the songs unchanged (L1 = L3TT), without subtitles, which may be problematic for viewers who do not understand English. The song lyrics are in fact relevant for the plot, since Jane is influenced by their message and acts consequently. The result of this is that the Italian version has an additional L3, which coincides with L1. Following the linguistic habits of second-and third-generation immigrants, Jane and Xiomara tend to choose English to communicate with both Anglophone and immigrant Hispanic people. This can be seen in Example 3, where Alba asks her granddaughter to think of five things that make her calm and whose first letters are those contained in the Spanish word calma. Jane, however, thinks of four things because she spells the word in English (calm), since this is the language which defines her identity as a Latina girl living in Miami. However, the Italian dubbed version is unable to preserve the metalinguistic comment made by Jane ("I spell it in English"), since the Italian word for "calm" is spelled the same as in Spanish (calma). By erasing Jane' s statement about the language she wants to use, the Italian version fails to portray an important aspect of her identity and the way she perceives it. It can be noted that part-subtitles in Italian are missing here, as often happens in the second season of the Italian dubbed version. 
ITALIAN DUBBING (back translation)
Alba: Cuando algo te moleste, piensa en cosas que te den calma. C-A-L-M-A. ¿Qué te hace feliz que comience con la letra "C"? [When you feel upset,/ you need to think of things that make you calm./ C-A-L-M-A./ Now, what' s something that makes you happy/ that starts with the letter "C"?] Jane: Cheese. Alba: Y ahora con la letra "A".
[And now the letter "A."] Jane: You, abuela. Alba: ¡Ay! ¿Y la "L"? [And the "L?"] Jane: Lists. And for "M", Mr. Monkey. Alba: ¿Y la "A"? Jane: No "A". I spell it in English! Alba: Ok, entonces, calm.
Alba: Cuando algo te moleste, piensa en cosas que te den calma. C-A-L-M-A. ¿Qué te hace feliz que comience con la letra "C"? Jane: Cheddar. Alba: Y ahora con la letra "A". Jane: Tú, abuela. (You, abuela) Alba: ¡Ay! ¿Y la "L"? Jane: Letterina. E con la "M", Mr. Monkey. (Letter. And for "M", Mr. Monkey.) Alba: ¿Y la "A"? Jane: No, la "A" l'ho già detta, non ti ricordi? (No, I have already mentioned "A", don't you remember?) Alba: Ok, entonces, calm.
Interestingly, Xiomara, who has never given up her dream of becoming a famous singer, always sings in Spanish. This spontaneous linguistic choice reveals an important aspect of her identity and expresses her deeply-felt connection to her heritage. Despite considering herself a U.S. citizen, when she sings she perceives herself as Latina. This symbolic relevance of language is preserved in the Italian version, in which Xiomara' s songs are left unchanged (L3ST = L3TT). A frequent multilingual discourse practice used by second-and third-generation Hispanic immigrants is code-mixing: the occasional or even frequent use of Spanish words and expressions in an English sentence may indicate a sense of shared identity or solidarity with the other speaker. Code-mixing occurs in relation to Hispanic cultural traditions, typical food (e.g. arepas, tres leches), vocatives -especially kinship terms -and greetings (e.g. hola). Jane always addresses her grandmother using the Spanish kinship term abuela, which bears important sociocultural and emotional connotations, expressing her respect for the Hispanic culture, and this is always maintained in the dubbed version. Jane does not consider herself perfectly bilingual: indeed, she explicitly states her difficulty in expressing certain concepts in Spanish (Example 4). While greetings and vocatives in L3 are always preserved in the Italian version, when the L3 word or expression refers to cultural traditions, it is often translated into Italian, thus wiping out the multilingual nature of the utterance and its connotations. A key example of this is when Xiomara and Jane find out that the latter is pregnant. As Jane is still a virgin, they are both extremely shocked. Xiomara exclaims that her daughter is inmaculada, referring to the Immaculate Conception. Nevertheless, the dubbed version does not preserve code-mixing in this case and translates the entire line into L2 (immacolata), thus partly losing the cultural connotation embedded in the Spanish expression and producing a loss in terms of transcultural transmission (Example 5). Another multilingual character in JTV is Rogelio de la Vega, a telenovela star -El Presidente, the male protagonist of the soap opera The Passions of Santos -and Jane's father, although he met her only when she was twenty-three.
8. The presence of a soap opera within the soap opera is a distinctive feature of JTV.
Rogelio is very traditional and attached to the Latino culture, but at the same time he wants to be accepted by American society. (He even tries to produce an American adaptation of his telenovela). The ambivalent aspect of his identity is reflected in his use of language(s). Besides speaking English with a recognisable Spanish accent, he uses English-Spanish code-switching and code-mixing when speaking to Hispanic characters (Example 9). Alba and Rogelio's collective use of the we-code represents a conscious way of expressing their common cultural background and building a relationship of solidarity. Rogelio is frequently shown acting in his soap opera, in which he always speaks Spanish. These scenes are always part-subtitled rather than dubbed as acting in Spanish is a fundamental aspect of his identity and characterisation. Code-switching is also exploited in JTV to mark moments of emotional involvement or intimacy. A significant instance is when Michael, who has always been at a loss when other characters speak Spanish, unexpectedly recites his vows to Jane in Spanish during their wedding ceremony. In this case, turn-specific code-switching has a metaphorical value, symbolising a romantic gesture and expressing his wish to bridge the linguistic and cultural gap with Jane's family. L3 lines are maintained in the dubbed version. Partsubtitles are not provided in the original and the dubbed version, because Jane recites the same vows in L1 and L2 respectively, thus providing a diegetic translation. Jane: I, Jane take you, Michael, to be my husband. I promise to be true to you in good times and in bad, in sickness and in health. I will love you and honour you for all the days of my life, or until death do us part. Michael: Yo, Michael, te tomo a ti, Jane, como mi esposa. Prometo serte fiel en lo próspero y en lo adverso, en la salud y en la enfermedad, y respetarte todos los días de mi vida o hasta que la muerte nos separe.
Jane: Io, Jane, prendo te, Michael, come mio sposo. E prometto di esserti fedele, nella gioia e nel dolore, nella salute e nella malattia, e di amarti e onorarti per tutti i giorni della mia vita, finché morte non ci separi. (I, Jane take you, Michael, as my husband.
And I promise to be faithful to you in joy and in pain, in sickness and in health and to love you and honour you for all the days of my life, until death do us part.) Michael: Yo, Michael, te tomo a ti, Jane, como mi esposa. Prometo serte fiel en lo próspero y en lo adverso, en la salud y en la enfermedad, y respetarte todos los días de mi vida o hasta que la muerte nos separe.
Another multilingual, but unseen, character in JTV is the omniscient narrator, whose voice is heard in every episode. Known as the Latin Lover Narrator, his voice-overs summarise previous episodes and continuously comment on the events, often accompanied by on-screen text to emphasise his statements and create comic or ironic effects. Furthermore, he provides translations for the lines in Spanish (or other L3), and occasionally explains the meaning of specific words or expressions in L3 used by other characters or himself (Example 11).
Example 11. Chapter 6 (season 1, episode 6, 01.38)
ORIGINAL VERSION ITALIAN DUBBING (back translation)
Narrator: In novelas, this is known as encuentro significativo, or a "significant encounter".
Narrator: Nelle telenovelas, questo si chiama encuentro significativo, cioè "incontro significativo". (In telenovelas, this is known as encuentro significativo, or "significant encounter".)
The narrator speaks English with a Spanish accent and sometimes uses code-switching and code-mixing with Spanish (Example 12). In a recent interview, voice-over actor Anthony Mendez claimed that his main concern was to avoid any kind of stereotype, while at the same time making the audience hear a real connection with the Spanish language. 9 9. "How The Narrator Of Jane The Virgin Found His Voice". The narrator in the Italian dubbed version has lost any trace of Hispanic accent and speaks standard Italian. Furthermore, occurrences of code-mixing referring to Hispanic cultural traditions are lost. In Example 13, the cultural reference quinceañera, which in the Latino tradition is a girl' s fifteenth birthday party, is rendered in Italian through an explanation, in order to make the target text accessible to the target viewers.
Example 13. Chapter 2 (Season 1, Episode 2, 00.51)
Narrator: Jane' s quinceañera was, without a doubt, the worst party she'd ever been to.
Narrator: La festa dei quindici anni di Jane fu senza dubbio la festa peggiore a cui lei abbia mai partecipato. (Jane' s fifteenth birthday party was, without a doubt, the worst party she'd ever been to.)
Rogelio' s Spanish accent is preserved in the dubbed version, but a different strategy is applied for the translation of the narrator' s speech. This difference may be due to the polysemiotic nature of the audiovisual text (Zabalbeascoa 2012) : the character of Rogelio is visibly connected to the Hispanic culture, through his physical appearance, clothes and objects, while the narrator is literally invisible.
Linguistic diversity in the original and Italian dubbed versions of Jane the Virgin
Although JTV includes a significant amount of dialogue in Spanish, which mirrors the cross-cultural environment in which it is set (i.e. Miami), other forms of L3 appear throughout the show, making JTV a truly multilingual TV series. Even more significantly, the presence of different languages on screen is emphasised through metalinguistic comments, which draw attention to multilingualism in different ways. Frequently, it is the narrator who acts as a translator-interpreter, helping the audience understand the content of lines in L3, sometimes with the help of on-screen text, as can be seen in Example 14, or simply by giving indications concerning the language spoken. When Czech is spoken for the first time, the narrator explains to the audience that the characters are speaking in that language (Example 15). This piece of information would not be directly deducible from the subtitles, which simply translate the content of the lines. However, the same strategy is not applied to translating Magda's speech. She speaks standard Italian with no particular accent, which becomes problematic when her deviant pronunciation leads to misunderstandings with other characters. A key scene is when Jane cannot understand Magda because the latter is unable to utter the phoneme /w/, which does not exist in Czech, and substitutes it with the sound /v/, so that the words 'wary' and 'very' are pronounced as homophones (Example 17). The Italian version presents a case of translation loss, since the same kind of misunderstanding based on phonology cannot be reproduced. A strategy of adaptation is applied. In the dubbed version, the misunderstanding is based on the similarity between the adjective diffidente (suspicious) and the phrase difendi dente (defend tooth), which Magda confuses in her speech. However, since Magda speaks standard Italian, the scene is not as credible as the original one and does not recreate the same humorous effect. Italian viewers are given a different portrayal of this character, who is presented as more integrated linguistically into the host society.
What emerges from the analysis is that JTV exploits multilingualism for different aims, namely realism, character portrayal (sociocultural characterisation) and humour. In addition, it leads the viewers' attention to the presence of different languages and accents through the use of oral and written metalinguistic comments, diegetic interpreting and part-subtitles. The Italian dubbed version of JTV preserves linguistic diversity. However, it presents some inconsistencies which lead to a different characterisation, as in the case of the Czech characters. Furthermore, there is an important discrepancy between the use of part-subtitles in the first and second seasons of the show. While the first season includes subtitles in L2 whenever they appear in the original version, in the second season part-subtitles for the exchanges in L3 appear only in some episodes. However, it should be noted that the narrator often intervenes and his explanatory comments assist the audience in their understanding. As can be observed in Example 19, entire lines in L3 (German) are left untranslated in the Italian version, but comprehension of the scene is nonetheless ensured by the narrator' s voice-over. 
Conclusions
Multilingual TV series are today appearing increasingly frequently, contributing to the dissemination of linguistic diversity and presenting viewers with a wide range of language contacts and uses. Together with multilingual films, multilingual TV series show that language is a fundamental aspect of characterisation: characters present themselves through language and use language to build their identity. The analysis of the first two seasons of JTV in its original and Italian dubbed versions confirms that multilingualism has become a key element in TV series as well as an increasingly important issue in AVT. Recent studies on the translation of multilingual films for Italian audiences (Beseghi 2017; Bonsignori & Bruti 2014; De Bonis 2014 Monti 2014 Monti , 2016 Minutella 2012) have underlined the fact that dubbing professionals are gradually paying more attention to multilingualism and trying to reproduce it in the target version by way of a combination of translation strategies. This tendency also emerges clearly from the analysis of the translated version of JTV, a TV series where multilingualism is pervasive, multi-faceted and full of cross-cultural connotations.
This investigation finds that the Italian translators attempt to maintain code-switching as much as possible, preserving on the whole the multilingual nature of the audiovisual text. Overall, the instances of turn-specific code-switching are maintained in the dubbed version, thus respecting the multilingual setting and the immigrant characters' multicultural identities, and carrying over the functions of code-switching into the original version. What stands out in the Italian version, however, is a different approach to the use of part-subtitling, which is present in the first season and partially absent in the second. This non-translation strategy is unusual in a dubbing country such as Italy, and it alters the nature of the original text, which translates the dialogues in L3 through open subtitles into L1.
A variety of strategies are used in translating code-mixing. It is always maintained in the case of greetings and vocatives, but sometimes rendered through explicitation in the case of culture-specific words or cultural references. This leads to L3 invisibility, and to the transposition of language varieties and accents, which are not always reproduced in the target text. Multicultural identities and transcultural connotations are thus partially obscured. In fact, while Spanish, Czech and German are preserved in the Italian version, intralingual variation is rendered in different ways, which may also result in a change of connotation or in different character portrayal. To deal with intralingual variation, translators follow more than one strategy, ranging from hypercharacterisation to lack of characterisation of the target language, and the strategies seem to vary according to the character speaking. For example, foreign accents are in some cases overemphasised (i.e. Alba, Milos), in others maintained (i.e. Rogelio) and in others neutralised (i.e. the Narrator, Magda).
It can be concluded that the overall approach in the Italian dubbing of JTV is to maintain the presence of L3 as much as possible. This seems to confirm the recent trend among AVT professionals to acknowledge the important role played by language(s) in filmic texts and to embrace hybrid approaches in order to deal with the complexity of multilingualism. However, some problematic issues remain, such as the rendering of different forms of intralingual variation and their complex functions, which are sometimes very challenging, if not impossible, to transfer to another language. Moreover, since TV series build serial diegetic universes with which viewers engage, AVT has the responsibility to recreate these universes for the target audience as coherently as possible, in terms of both language use and character portrayal. Further research is needed to investigate the different forms that multilingualism takes in the complex fictional world of the TV series and the new challenges it poses to AVT.
